forms, but I also had a traditional sense of the strength, permanency, and durability of wood sculpture. Therefore, to pick up a thin lattice strip and bend it into the desired flowing curves was beyond my imagination.
A demonstration of plasticising wood in gaseous ammonia, where the artist had seemingly unlimited ability to bend wood strips into any shape he desired, awakened me to the many properties of wood. I began making laminates by glueing layered strips, then bending them to a desired shape, and finally wrapping them tightly with rubber innertube strips (Fig. A) . I kept pushing the wood to make tighter and tighter bends, trying to achieve the most radical shapes the straight slats would permit. However, the slats would break before the desired distortions were achieved. Therefore, I began to create modules on a lathe (Fig. B) which I could plug together, capturing the tight curves and bends I desired. At this point, I glued and clamped the joint, then shaped it until the joint was barely visible, producing the illusion that the contorted shapes were carved from a single piece of wood. With this new skill, I could create seemingly impossible shapes which had a very organic appearance.
These two technical developments (strip laminates and lathe modules) were keys to my future sculptural explorations.
One of the strip laminates popped apart when it was left in the back of my car on a particularly hot day. I had realized that I was using repeated elements to create a single form.
However, when the strips separated, the linear repetition created a planar as well as a linear effect. The shape occupied more space, describing flat planes while also being linear. Also, when randomly exploring shapes with the curved lathe modules, I had attained a plastic medium which could be continuously changed through a trial and error process.
The sculptural ideas I had were too complex to draw, so I found myself mentally composing faster than I could log all the ideas. By using various modules which I could plug together or fasten and remove without glueing, I discovered a more expedient way to quickly explore many shapes. I needed more diversity of shapes in the retainers, so I created various types of slotted modules into which I could twist slats. By opposing tensions, the structure was held together.
The curved slats achieved a bouyancy and lightness. I was able to compose quickly using the trial and error method. I tried relatively small structures and ones ranging over twelve feet in height. I found my most challenging problems were creating enough tension to hold the structure intact while not forcing the wood beyond its stress limitations. The slats carrying the weight of the structure had to be balanced enough to distribute the weight so that one particular slat would not break. Hence, I would have to add slats to help distribute the weight of the structure. During these experiments, the wood continually broke. Yet, I was intrigued by the idea of constructing large, free-standing sculptures held together by their own tension. I found that by establishing rules, such as limiting my materials to wood slats and not using any glue, I made new discoveries about structure and form within the boundaries of these limits.
The development of the buttress in Gothic architecture was similar to my experimental development at this time because each solution led to new experimentation and discovery.
The buttress used to be a solid form placed on the outside of 3 the walls to retain the lateral thrust caused by the weight of the vault. However, the flying buttress was a less bulky, more linear element than previous buttresses, and it could strengthen the building at different levels, aiding in the construction of higher walls.
(Pl. I) The flying buttress had a lighter feeling because it was a linear element on the outside of the structure. This fascinated me because it supported more than the previous type of buttresses, yet it looked more fragile. The early systems I had devised to hold the curvilinear slats served to establish an overall gesture toward the total form. I cut many slots and grooves. Then I had places to add slats until I reached a desired impression. I never used all the retaining slots and the pieces could be arranged in a wide variety of ways. The vacant slots showed the structural system, the slats twisted into these slots established a flow which created a particular mood for the piece. The rounded slats could very harmoniously interact with the rectilinear system or abruptly oppose the system.
One day when I was cutting slats out of oak stock, someone knocked on my door and I stopped the saw before completing the cut. When I went back to the piece, I decided to continue cutting in this manner, moving the saw guide over to leave slats about the same widths as the saw cut. Now I had a solid piece of wood which flowed into repetitious slats. I could fan these out or weave them together (Fig. H) . This innovation was an intuitive response to the desire for planar volume and more solidity in the work. Also, I wished to simplify my approach to visual design. I wanted to limit my exploration to the variations I could achieve by manipulating these fan shapes.
I was able to make the slotted board because this was the most direct solution for the visual changes I desired in 
